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UN ENFANT, UNE POMME. UNE MORSURE, UN EXIL. EN 2017, A BERLIN, LE PLASTICIEN ALBANAIS ANRI SALA
A ORCHESTRE UN ATELIER AVEC DES ENFANTS MIGRANTS. IL LEUR A DEMANDE SIMPLEMENT DE CROQUER
UNE POMME, MOTIF QU'IL A TRANSFORME EN NOTES DE MUSIQUE DISPOSEES SUR LES PARTITIONS DE
DIFFERENTS HYMNES NATIONAUX. “CROQUEES” PAR KHADIJA, BAHEA, SAMIRA, LAISA, RAMAN OU DYLAR,
LES NOTES DE “LA MARSEILLAISE” OU DE “GOD SAVE THE QUEEN" SE DISSEMINENT, POUR LA DERNIERE
SEMAINE, DANS LES PAGES DE “M", COMME UNE MELODIE ECLATEE DANS LE TEMPS ET LESPACE.
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Subtitling Communism:
Beneath Anri Sala’s Intervista

- Vincent W.]. van Gerven Oei

In Anri Sala’s film Intervista (Finding the Words), which ostensibly deals with the traumatic
legacy of the communist period in Albania, the reconstruction of the lost soundtrack to a mute
video reel becomes a metaphor for the uncertainty and subjectivity of memory and remembrance.!
The film opens with the artist finding an old reel of footage featuring his mother, Valdete Sala - a
member of the communist elite and later director of the National Library of Albania - attending a
congress of the Labour Youth Union of Albania in 1977 at which she was interviewed by Albanian
National Television.? In the footage she dons a red partisan scarf and smiles, positioned next to
dictator Enver Hoxha, the First Secretary of

Vincent W.]J. van Gerven Oei investigates ~ theParty of Labour of Albania (PPSh) from

the politics of Anri Sala’s work and its

1941 until his death in 1985, amidst a standing
ovation. The sound for the film has been lost;

r@lation to the legaCiQS Of communism. Sala sets out on a quest to reconstruct it - to

translate the silence into sound - and confronts
his mother with the result. Upon hearing his version, she is in disbelief about her own nonsensical
and ideologically predetermined statements. But their conversation subsequently turns into a
dialogue about the communist past in Albania.

In an early interview with Hans Ulrich Obrist from 2000, Sala refers to the film as follows:
‘Intervistais more personal and could be very dangerous politically, all this dealing with the past
and the truth and so on, but if you don’t believe the story at least you can believe the character, who
in this case was my mother.” It is precisely the issue of beliefthat I aim to problematise here. Which
mother are we supposed to believe: the mother who speaks in Albanian, or the one who reaches
us through the English subtitles? This question relates to what art critics such as Mark Godfrey
have called the ‘meticulously formal’ quality of the work.* It also addresses how Sala approaches
‘the traumatic transition from communism™ in Albania in the midst of the country’s attempts to
overcome its society’s ‘widespread amnesia’.¢ What has been overlooked in these interpretations,
which nevertheless continue to stress the importance of ‘language’ and ‘politics’ in Sala’s work,’
is the formal and ideological role that the mistranslations of the subtitles play in front of an
international art audience in the film. A close reading of the subtitles in Intervistareveals a very
different politics from simply ‘dealing with the past and the truth and so on’.?

Such a reading of the subtitles in Intervistais particularly relevant given they are the
point of access through which the film is consumed and understood by an international art
audience.’” Intervista was shown only once to the public in Albania, in the now destroyed
Kinema Millennium in Tirana.’® However, it has had a wide international distribution outside
the country despite never having been shown on Albanian public television, or included in
any local art show. It therefore did not face scrutiny in its original language. At the same time,
Intervista’s subtitles allow us to understand Sala’s intimate and unacknowledged relation
with the current Albanian regime.

1 Intervista (Finding the Words), 1998, single-channel video, 26min, stereo sound, colour.

2 She was certainly not one of the ‘ordinary people’, as exroneously suggested in Mark Kremer’s article,
‘Getting Essence: AnriS rall,vol.5,2 78-83.
Nicholas s: ‘Asisthecase eraelite, Va s prospered

o . Although
t already
S arden), Art

3 ristinterviewing Anri Sala’, Net ne mailing list], 28

time.org/Lists-Archives/nettime 4/msg00633.html

(last accessed on 25 December 2017).
See Mark Godfrey, ‘Anri Sala’, Art Monthly, vol.278, July-August 2004, p.18.
‘Anri Sala’, Art vol. 2011, p.29.
noli, ‘Document ons: of Truth and Representation in the Works
of Anri Sala and Hito Steyerl’, Object, vol.12, 2011, p.44.
Ossian Ward, ‘Beyond Translation’, Art in America, vol.92,no.11, 2004, p.111.
¢(No) Paris No Cry’, op.cit.
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@~

Events, Works, Exhibitions: Subtitling Communism | 59



WJ]. van Gerven Oei, Vincent. « Subtitling Communism: Beneath Anri Sala’s Inzervista », Afterall 45, Spring-Summer 2018, pp.59-67.

Afterall

%{_‘ J

| believed'in what | was doing,
that much | can say.

| just cdrit believe it!

Galerie
Chantal Crousel

You wrole a poem at 9
about your fear of politics

60 | Afterall



Galerie
Chantal Crousel

—

anti Sala, Intervista
( Finding the Words),
1998, single-channel
yideo and stexeo
sound, 26min,
gditioﬂ of 6+2 AP.
Courtesy the artist
and Ideal Avdience
International, Paris;
Galerie Chantal
Crousel, Paris; Esther
schipper, Berling
Galerie Ridiger
Schéttle, Munich;
and Marian Goodman
Gallery, New York

WJ]. van Gerven Oei, Vincent. « Subtitling Communism: Beneath Anri Sala’s Inzervista », Afterall 45, Spring-Summer 2018, pp.59-67.

Afterall

In an analysis of Intervista, Soren Grammel suggests that the film makes ‘clear how
language is always ideological and itself produces ideology as a constitutive element of
belief systems and political constructions’.!" He further observes: “I'he formal difference
between visuality and language appears as a metaphor for the problem, and in Intervista
this is constantly emphasised, reflected upon and applied to the medium itself.? This
observation is entirely correct, but not in the way that Grammel suggests. [ propose that the
main ideological device of this film is not the transformation of mute lip movements into
comprehensible speech, but the consistent alteration of his mother’s words when translated
into English. On the one hand, spoken claims about objective truths are transformed into
written subjective perceptions. On the other, Valdete seems to be deliberately isolated from
her social context, thus allowing her to become an ‘ideal’ post-communist subject. Asa
result, the subtitles make it possible for Intervistaand its maker to be understood as post-
communist and thus, as post-authoritarian.

According to the story behind Intervista, the audio that originally accompanied the
film reel of Valdete’s interview with journalist Pushkin Lubonja was lost. Valdete claims
to no longer remember what was said. In search of the missing words, Sala pays a visit to
Pushkin’s parents Todi and Liri Lubonja, former members of the Central Committee.'?
Todiis the former director of the national radio and television, where Pushkin worked as a
journalist and director. Todi informs Sala that all interviews given on public television were
completely predictable and that everyone knew what was going to be said in them. They
were scripted performances aimed at rehearsing the party line. But Todi doesn’t have any
recollection of the specific congress at which Valdete spoke, which took place after he and his
wife had been interned as political prisoners in 1974 for agitation and propaganda against
the government.

After this meeting, Sala goes to a school for the deaf mute to ask a lip-reader to
reconstruct the words spoken during his mother’s interview. The content indeed turns out
to be ‘predictable’ regarding ideological content, containing stock phrases such as ‘struggle
against imperialism, revisionism’, ‘youth
uniting its efforts under the guardianship
of the Marxist-Leninist Party” and so on.'*

The artist is taken out of
the equation.c tOf ade into ‘When Valdete is confronted with her own
the backgfround, to function phraseology, she exclaims in Albanian
: . ‘ 1Se éshté /
as a neutral chronicler in Nukmundet .?e éshté absurde! Nuk N
R . . éshté evérteté! (It cannot be! Because it's
history, to make him - in

absurd! Itisn’t true!). These statements are
short - mefrely ‘the artist’. translated incorrectly in the subtitles, which

read: ‘Tdon’t believe this! It's absurd. I just
can’t believe it!’ There are two crucial issues at stake in this crucial moment in Sala’s film.
First, Valdete's utter denial of her own words, a clear sign of repression. Second, the way
in which Sala transposes this repression, from claims of objective falsehood (‘Itisn't true!’)
to subjective claims about belief (‘I just can’t believe it?’). Sala’s insertion of ‘believe’ here
tempers Valdete's clear rejection of her own words. She explains, ‘S’ka asnjé mendim. Nuk

9 Tt doesn’t matter whether Sala made these and other translations himself or not. They are part of
the film as it is distributed on the art market and should therefore be considered an integral
part of the work. There also exists a version of the same work with French subtitles. T have
been unable to verify whether the analysis that follows below can be equally applied to that
version of the work. But see Nadia Fartas, ‘Temps de la transmission, écarts de la familiarité.
Intervistad’Anri Sala’ (‘Transmitting Experiences of Temporality: Gap of Familiarity.
Intervista, Anri Sala’), Images Re-vues, vol.9, 2011, available at http://imagesrevues.revues.org/
1629 (last accessed on 25 December 2017).

10 Aniconic cinema during the communist period.

11 S¢ren Grammel, ‘Finding the Words’, Afterall, vol.5,2002, p.69.

12 Ibid., p.68. See also Magagnoli, ‘Documentary Fictions’, op. cit., p.43: ‘In this documentary, truth
appears to be inseparable from the mediation of opaque archival images and from an equally
obscure language’.

653 The Central Committee was the second-highest level institution in the party hierarchy of the
Party of Labor of Albania, and included all key government officials and prominent members of
the intelligentsia.

14 See for a full analysis of the rhetoric of communist Albania, Ardian Vehbiv, Shqipfa totalitare:
Tipare t& ligjérimit publik né Shqipériné e viteve 1945-1990 (Totalitarian Albanian: Characteristics
of Public Discourse in Albanian During 1945-1990), Tirana: Cabej, 2008.
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but the relationship between is like the relationship between
the Mayor and his elector the artist and the spectator.

jamnjert qé s'artikulon dot mendim’ (There is no thought. T am not a person who cannot
articulate a thought). However, Sala turns the double negation into an affirmation and the
statement about existence into a statement about knowledge: ‘I know how to express myself.’
I stress here the details of the translation from Albanian to English because these are vital to
understanding Sala’s own attitude towards the memory and recollection of his mother.

Intervistaexplicitly thematises the act of translation, from the muted movements
of lips to a transcription of spoken words, and from one ideological period to the another.
Moreover, the film, like most of Sala’s early work, gave the outside (art) world its first glimpse
of Albania. As a result of the far-reaching dissemination of Intervista, Sala’s mother became
representative of the entire Albanian population that lived through the communist period,
and her supposed ‘disbelief’ became the disbelief of all Albanians.'s Yet, as I pointed out,
Valdete’s emotions are much stronger than those that would have been provoked by mere
disbelief given her straight-up denial that ‘this isn’t true!’

Inresponse, Sala replays the footage to Valdete, uttering his mother’s reconstructed
words in sync with the images. Valdete still denies having said these words: ‘Nuk i ke kéto
fjalé’ (‘You don’t have those words’ or ‘Those words aren’t there’). Once more the artist
mistranslates these words into the following subtitles: ‘Those aren’t my words.” Again a
statement about objective truth is turned into a subjective perception. Later on, Sala asks his
mother how she felt about deaf mutes having made her speech in the past accessible to her;
she responds, ‘ironia e madhe’ (the great irony). However, Sala translates this as ‘It’s an irony
of fate!” Valdete doesn’t refer to ‘fate’ and its insertion into the translation has an orientalising
effect, turning her from a woman of reason, conviction and objectivity into a stereotypical
Balkan subject who abandons herself to the uncontrollable waves of history.

15 As Edi Muka states, ‘Intervista - Finding the Words addresses a personal story but reaches the full
dimensions of an Albanian universe, Tt is the personal story of every individual’, Cited in S.Grammel,
‘Finding the Words’, op. cit., p.69. The description on the website for distributor Icarus Films speaks
of a‘reflection on the country’s - and one woman’s - history and present state’, available at http://
www.icarusfilms.com/new99/intervis.html (last accessed on 25 December 2017).
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These mistranslations obfuscate the fact that Sala’s family’s social status and associated
connections to the communist establishment were conditions for making Intervista. These
connections granted him contacts within the Lubonja family, meaning he had access to
top-tier members of communist society. When he calls them early in the film, he introduces
himself as the son of Valdete Sala, saying ‘Besoj se njihend’ (I think that you know each
other), implying familiarity. In the film, Sala translates her words into ‘I think that you
know her’, avoiding the mutual implication of ‘each other’. The result of Sala’s investigation
is that Valdete's role during the communist regime seems to be relatively isolated from her
actual social context. There are other significant moments in which the artist conceals his
mother’s relationship to the regime. For instance, when Liri Lubonja speaks about those who
continued ‘té ushgenin idealet’ (to nurture the ideals) of the revolution, Sala translates this
into ‘to cling to their ideals’. The implication of the original claim is rather different from that
in Sala’s translation. Lubonja’s use of the word ushgenin is neutral with a positive tendency,
whereas the translation ‘cling” has a negative connotation. Valdete, Liri continues, ‘ka gené
njé e re aktiviste, vajza e pastér. £ donim, e donim djithé neve Valdeter' (Valdete has been
a young activist, a proper girl. We loved her, we all loved Valdete). But this last sentence is
translated simply as ‘honest, sincere’,' thus again severing the ties between Sala’s mother, his
family and those ‘others’ identified with the regime - others, who, different from his family,
fell afoul of that same regime.

Sala’s ideological sub-titular translation device, through which his mother appears
as the ‘ideal’ post-communist subject, becomes even more problematic at the moment she
addresses the conditions in which they used to live as members of the communist elite. She
states that, if she could go back, she wouldn't do anything differently, ‘sepse kam besuar
se bénja miré’ (because I have believed that I did good). The artist, once more, protects his
mother from herself, by removing the moral qualification: ‘I believed in what I was doing.” He
asks his mother whether she sees anything ‘rastésisht té pérbashkét’ (incidentally in common,
the ‘incidentally” is left out in the subtitle), between the regime and the deaf mutes. Valdete
half-heartedly obliges with this cue from her son in order to develop the following analogy:
‘Aiishte njé sistem qé ishte shurdh dhe fliste me njé gojé, me njé z&' (It was a system that was
deaf and spoke with one mouth, one voice). Yet, Sala translates: ‘Yes, we were living in a deaf
and dumb system, where we only spoke with one mouth and one voice.” The objective ‘it’ is
turned into the subjective ‘we’. This we is avoided, however, at the moment the artist himself
becomes implicated. His mother continues, ‘Kjo éshté, por né njé ményré shumé simbolike,
sepse nuk kemi gené kaq... kaq strikt’ (It's that, but in a symbolic way, because we haven’t
been that strict). Only here when Valdete speaks of ‘we’, the we of the elite families - a we that
includes Sala - does he suddenly become the one who is removed. He translates his mother’s
‘because wehaven't been that...” as ‘because in certain milicus | sic| things were less strict’.
This mistranslation cannot have been a matter of economy; it clearly shows that Sala wants
to avoid being implicated in a logic that should remain outside his film. The most problematic
omission of this kind is perhaps that which follows the above translation, when Valdete turns
to her son and says ‘ Edhe ti e di kété (You too know this); these words were never translated
into the subtitles! She continues, ‘A e mban mend, viershén qé ke shruar 9-vje¢ qé ka friké
nga politika? (Do you remember, the poem you wrote nine years old, that there is a fear of
politics?). Thisis a direct question, but again Sala erases himself by turning it into a statement:
‘You wrote a poem at 9 about your fear of politics.” The artist’s answer is no longer needed,
because the English-speaking audience never picked up on the question.

The translations in Intervista accomplish two things. First, they provide Sala’s mother
with an acceptable and recognisable subjectivity. She is a person with common beliefs and
hopes with which foreign viewers can sympathise. She is not a traumatised figure who
grew up in a totalitarian state who refuses to relate to or acknowledge her past ideological
state-ments while at the same time twice stressing her belief that she ‘did good’. Second,
the translations gently remove anything that would implicate Sala in his mother’s history -
his mother may be a product of the communist regime and the relative privileges she
enjoyed in that period, but he certainly isn’t. The artist is taken out of the equation, to fade
into the background, to function as a neutral chronicler in history, to make him - in short -
merely ‘the artist’.

16 Even in the French translation: ‘honnéte, sincére’. See N. Fartas, “Temps de 1a transmission’,
op. cit,, p.12.
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Anri Sala, Intervista
Finding the Words),
1998, single-channel

yideo and stereo
sound, 26min,
edition of 6+2 AP.
Courtesy the artist
and Ideal Audience
International, Paris;
Galerie Chantal
Crousel, Paris; Esther
Schipper, Berling
Galerie Rudiger
Schottle, Munich;
and Marian Goodman
Gallery, New York

Sala’s treatment of the subtitles in Intervista gives us important pointers with respect
to the politics of his artistic practice. In the film he absolves his mother (and himself) from
involvement in the communist regime. A later work, which engages with the current
Albanian political leadership, betrays a similar tendency. Once again, Sala removes himself
from the political equation. This 2003 film somewhat eclipsed Intervistain contemporary
overviews of the artist’s work: Dammi i colorifeatures Sala’s former art academy teacher,
former minister of culture and then Mayor of Tirana, Edi Rama.'” In spite of Sala’s ‘fear of
politics’, which according to his mother he had expressed as a boy, Dammi i coloriportrays
a political action, an urban renewal project initiated by Rama in his first term as mayor.
Evening shots of the Tirana fagades, painted in colourful patterns, are interspersed with a
monologue delivered by Sala’s former teacher filmed inside a taxi. Even more than he does in
Intervista, Sala withdraws from the situation - his questions and reactions are never shown.
In the film, Rama expounds on a totalitarian vision of an artist-mayor, who is not politically
responsible to the people, but rather ‘performs’ for them: “The relationship between the
Mayor and his elector is like the relationship between the artist and spectator”.'® This of
course is not a democratic situation, but rather an ‘avant-garde of democratisation, a process
that precedes |...] democratisation’.!” All of this passes without comment or reflection. Sala’s
film has in fact become a powerful advertorial for Rama, elected Prime Minister in 2013,
and who has continuously deployed Dammi i colorias propaganda for his own policies.”
Ironically, however, Rama's politics continue to ‘precede’ democratisation fifteen years later,
even though some in the art world erroneously continue to qualify them as ‘Beuysian’.®

Like Sala, Rama came from a prominent communist family. His father Kristaq Rama
was the most prominent socialist-realist sculptor, and member of the Presidium of the
Kuvendi Popullor (People’s Parliament).?! Itis not only Rama’s political ascendency that
signals the survival of the former communist nomenclature in contemporary Albanian
politics. Last year, Gramoz Rugi became Speaker of Parliament after Rama’s election victory.
Rugi was former first secretary of the PPSh (Albanian Communist Party) in Tepelena and
communist Minister of Interior Affairs in 1990, during which he was responsible for
the destruction of the archives of the feared Sigurimi and the ‘April 2 massacre’ in which
four pro-democracy protestors were shot dead in Shkodra when they invaded the local
PPSh offices in 1991.22 Rama’s new government also saw the return of former Minister of
Interior Affairs Fatmir Xhafaj,?* who had been a prosecutor under the communist regime.*
Meanwhile many former nomenclature members or their direct family continue to hold high
positions in the government, while families of former political prisoners often continue to live
in poverty without their former tormentors going to prison.

This complex background to Rama's political career is erased in Dammi i colori. Ever
since its release, Sala has held a key function in mobilising the international art world to
support and legitimise Rama’s political regime (an act that we might call ‘art-washing’) - first
through a series of international biennials and later through initiatives such as the Centre for
Openness and Dialogue,? of which he is a board member.? There is also a strong pattern of
events that show up Sala’s support as essential to the development of Rama’s personal artistic
career. Before his election as prime minister in 2013, Rama did not enjoy such international

17 Dammi i colori, 2003, video on DVD, colour, sound, 15min 24sec.

18 Inthissense, Rama’s political style needs to be analysed as a predecessor to Trumpian politics.

19 For further discussion see my ‘Give Me the Colors... And the Country: Albanian Propaganda in the
21st Century’, ArtPapers, March/April 2016, pp.10-16, also available at http://artpapers.org/
feature_articles/2016_0304-Albania.html (last accessed on 25 December 2017).

20 Hans-Ulrich Obrist, ‘Hans Ulrich Obrist on Why We Need Artists in Politics’, Artsy (18 September
2017), available at https://www.artsy.net/article/artsy-editorial-hans-ulrich-obrist-artists-
politics (last accessed 25 December 2017).

21 The People’s Parliament was the name of the legislative body during the communist dictatorship.
As there were no free elections, its role was mainly symbolic.
22 The Sigurimi, officially the Directorate of State Security, was the state security, intelligence and

secret police during the communist dictatorship, responsible for the arrest, imprisonment and
torture of many political dissidents. An internal order from the Ministry of Interior Affairs dated
2 April 1991 signed by Ruci states ‘Hit hard from the beginning of the protests, [...] take up high
positions with prepared snipers[...]” ‘Dokumenti: Masakrae 2 Prillit ‘91, zbulohet urdhri i Gramoz
Rugit: Qitésit té zené lartésité, goditi ashpér!’ (‘Document: The massacre of 2 April 1991, the order
of Gramoz Rugi discovered: Let snipers take up high positions, hit them hard!), Balkanweb, 14
September 2017, available at http://www.balkanweb.com/site/dokumenti-masakra-e-2-prillit-91-
zbulohet-urdhri-i-gramoz-rucit-gitesit-te-zene-lartesite-goditini-ashper/ (last accessed on 23
Janvary 2018).

23 Xhafaj was also briefly Minister of Interior Affairsin Rama’s first government, from 12 March
to 22 May 2017.

24 See Desada Metaj, ‘Sikur Fatmir Xhafaj...’ (When Fatmir Xhafaj...), Exit, 17 March 2017, available
at http://www.exit.al/2017/03/17/sikur-fatmir-xhafaj/ (last accessed on 23 January 2018).
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recognition as he has now.?” His presence was clear in Sala’s recent solo show Anri Sala:
Answer Meat the New Musewn, New York in 2016, in their collaborative work Inversion

- Creating Space where there appears to be None (2010). Several reviews focussed on

the Albanian prime minister’s contribution.?® Rama’s first solo show in Italy took place at
Galleria Alfonso Artiaco, also in 2016, just after Sala’s show at the same gallery in 2015.

And on 11 November 2016, Rama opened his first solo show in the United States at Marian
Goodman Gallery, New York, which also represents Sala. The press releases made for both
the Italian and US show made sure to prominently mention Rama’s ‘friend and collaborator
Anri Sala’. Undoubtedly, without Sala’s help, Rama’s work would never have found entrance
to the international art world.

Despite the fact that Rama, like his fellow Balkan leaders, has developed his own brand
of authoritarian leadership and propaganda,” Sala has never openly addressed his close ties
with a politician who considers his country to be his private ‘canvas’.?® Rama casts himself as
the visionary leader of an avant-garde of democracy, while at the same time leading one of the
most corrupt governments in Europe.*! If anything, Rama’s authoritarian discourse should
set off all kinds of alarm bells for someone who has so intensely studied the language of the
communist regime and its traumatic effects on memory. But Sala has remained silent. Like his
mother bacl in the day, he stands next to the ‘greatleader’, and the soundtrack is mute.

25 See Raino Isto, ““It’s Very Exciting to Talk About Artist-run Countries”: Edi Rama, the COD, and
the Problematics of Celebrating the Artist-Politician’, ARTMargins[blog], 22 December 2016,
available at http://blog.artmargins.com/index.php/74-it-s-very-exciting-to-talk-about-artist-
run-countries-edi-rama-the-cod-and-the-problematics-of-celebrating-the-artist-politician.html
(last accessed on 25 December 2017).

26 For board members see the Centre for Openness and Dialogue website at http://cod.al/?page_ id=21.
Theboard also includes Philippe Parreno, Christine Macel, Maja Hoffman and Alastair Campbell.

27 See ‘Edi Rama’, Artfacts(art information database], available at http://www.artfacts.net/en/
artist/edi-rama-21783/profile.html (last accessed on 25 December 2017).

28 For example, Jason Farago, ‘Anri Sala: Answer Me Review - Art Cures 20th Century’s Broken
Dreams’, The Guardian, 4 February 2016, available at https://www.theguardian.com/artanddesign
/2016/feb/04/anri-sala-answer-me-review-art-cures-20th-centurys-broken-dreams (last accessed
on 25 December 2017).

29 V.W.J. van Gerven Oei, ‘Give Me the Colors’, op. cit., pp.13-15.

30 Edi Rama, keynote lecture at 2014 Creative Time Summit: Stockholm’, available at http://creativetime.
org/summit/2014/11/15/edi-rama/ (last accessed on 25 December 2017).

31 See, for example, ‘RCC Balkan Barometer 2017: Unemployment remains the chief concern, while
anxiety over corruption grows’ [press release], Regional Cooperation Council, 9 October 2017,
http://www.rcc.int/news/304/rccs-balkan-barometer-2017-unemployment-remains-the-chief-
concern-while-anxiety-over-corruption-grows (last accessed on 25 December 2017).
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Already within Sala’s earliest work, Intervista, we can discern the processes that allow

him - and maybe even the entire nation of Albania - to deal with the political past, and, by
extension, with the political present. In the transformation of objective truth into subjective
perception, and the self-effacing gestures that we have seen in the subtitles (the subtext) of
Intervista, we see repression at work - the will to ‘not see’. Sala never approached those
who, unlike the Lubonjas or his mother, refused to be card-carrying PPSh members, or
those who, simply because of the family they belonged to, were persecuted systematically for
more than 50 years. He never publicly questioned the conditions that made the production
of his first film possible and, in a way, never left the life communism prepared for him. This
is even more visible in the way in which he has chosen to allow Rama to use one of his most
well-known and widely shown works, Dammi i colori, as political propaganda, without ever
questioning the relation between Rama’s propaganda and that of the former dictatorship -
arelation thatis far fromincidental.

Inaninterview with Obrist, Sala says of the footage of his mother, ‘I found that this
image of her belonged much more to me, to my age, to my moment, than to her age’.*? This
is, indeed, Intervistd’s ‘great irony of fate’. The work, [ argue, reveals to us much more
about Sala’s generation - the one currently in power - than his mother’s. Valdete refuses to
acknowledge that she ever spoke the hollow pre-fab phrases of communist discourse; but
Salarefuses to acknowledge the background of that categorical refusal and the implications
for him and his work. Valdete represses « fact; Sala represses that it is a fuct - he represses
Jacticity. And the last of these is more dangerous than the first, because it denies that
‘possibility of truth, rather than truth itself. In the absence of any possibility of truth, why
bother interrogating the politician or political system one serves?

32 ‘(No) Paris No Cry’, op. cit.
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Premiére commissaire francaise a se saisir
de la Biennale de Venise depuis Jean Clair en
1995, Christine Macel, conservateur en chef
au Centre Pompidou, connait bien la doyenne
des biennales pour avoir assuré le commissa-
riat du Pavillon belge en 2007 (investi par Eric
Duyckaerts) et du Pavillon francais en 2013
(confié a Anri Sala accueilli exceptionnelle-
ment cette année-la en Pavillon allemand). Et
pourtant, Viva Arte Viva, son exposition géné-
rale aux accents revendiqués de mantra, arti-
culée en 9 “transpavillons” comme autant de
“chapitres” d’un livre ouvert au sein desquels
120 artistes de toutes origines et générations
s’expriment (dont 103 pour la premiére fois a
Venise), apparait, malgré de louables inten-
tions et quelques belles (re)découvertes, en
porte-a-faux avec son contexte de réception.

57¢ Biennale d'art de Venise
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La guérison symbolique

Ce jugement critique qui implique la question, combien
cruciale, d’ou et a qui I'on parle est loin de ne s'appliquer
qu'a cette seule édition de la biennale. Nous avions déja
souligné a quel point pouvait irriter en 2015 la lecture pu-
blique et quotidienne du Kapital de Marx par Isaac Julien
dans Tous les futurs du monde d'Okwui Enwezor, au
sein de ¢ce cocon mondain qu'est la Biennale de Venise,
cordon sanitaire qui en neutralise la charge, fat-elle la
plus virulente, alors méme que son exposé n'est rendu
possible que grace a 'appui du marché dont la logique
ultra libérale participe largement au creusement des iné-
galités. Mais la ou la Biennale d'Enwezor, du moins en
plusieurs de ses séquengages, parvenait a formaliser
un propos politique et, au-travers de ses meilleures de
ceuvres, une “"politique des formes”, une “capacité de la
forme a parler, & des niveaux multiples et complexes, de
ce que l'art produit ou est en mesure de produire™ celle
de Macel, outre une ligne curatoriale qui souvent se perd,
peche, a de (belles) exceptions prés, par un déficit formel
et conceptuel qui s'exprime soit dans des piéces dont
la forme peine & soutenir le propos, soit dans des ins-
tallations souvent démonstratives et par trop bavardes.
Sorte de “voyage initiatique” qui suit, a ’Arsenal principa-
lement, une progression (peu palpable) “de I'introversion
vers I'ouverture”, selon les propres termes de la cura-
trice, Viva Arte Viva entend ainsi remettre I'artiste (et son
ceuvre) au centre de I'expérience esthétique dans un désir
(louable) de partage avec le public des grands themes
qui fondent notre humanité et des principales préoccu-
pations (dont I'écologie) qui occupent notre communauté
de terriens. Sile choix de ces entrées en matiere entend
reconfigurer quelque chose d’un monde commun, c'est
le plus souvent & une image hors-champ des réalités et
enjeux de notre contemporain, portée par “'optimisme de
la volonté” prong par Christine Macel? qu'il nous renvoie.
Sorte de prescription valant reméde aux maux actuels de
I'humanité, cette mise en ceuvre d'énergies salvatrices ou
encore cette conception d'une pratique de I'art comme
"guérison symbolique"? irriguent fortement Arte Viva
Arte qui se décline en net contre-point du All the World's
Futures d’Okwui Enwezor hanté par les soubresauts d'un
monde post et néo-colonial.

57° Biennale d'art de Venise
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Le chamane et le migrant

Ici, pas d'artistes d'Afrique noire hormis le Malien
Abdoulaye Konaté mais une prépondérance d'artistes
d’Asie, Amérique latine et du Moyen-Orient, zones fa-
milieres & la curatrice, et d'artistes (féministes pour Ia
plupart) des années 60 et 70 dont les ceuvres scandent
un déroulé en 9 stations respectivement dénommées
pavillon “des Artistes et des Livres", “des Joies et deg
Peurs”, "du Commun”, “de la Terre", "des Traditions”, “des
Chamanes’, “Dionysiaque”, “des Couleurs” et “du Temps
et de I'Infini". Un humanisme qui n'est pas que de fagade
mais qui ne peut s'empécher d'égrener quelques poncifs
et bons sentiments en célébrant la communauté, le sens
du partage et de la redistribution dans un contexte on ne
peut plus éloigné de ces valeurs. Ainsi en est-il des formes
franchement équivoques que revétent les installations du
Brésilien Ernesto Neto et du Danois Olafur Eliasson. Le
Green light - An artistic workshop (2016-) de ce dernier
convie au Pavillon central des Giardini des réfugiés vivant
dans les environs de Mestre a assembler devant un public
de privilégiés des lampes polyédriques faites de matériaux
recyclés quiy sont mises en vente. Les recettes ont pour
but de soutenir le projet co-financé par TBA21 (Thyssen
-Bornemisza Art Contemporary) et son volet éducatif
“Green Light - Shared Learning” prodiguant des cours
de langue, organisant des séminaires, projections de films
et autres activités au sein d'une plateforme d'écoute et
d'échanges dédiee aux migrants. “‘Je ne veux pas que cela
semble utopique, ni ne soit considéré comme la parole
d'un Européen du Nord aux Européens du Sud quant a
savoir comment faire quelque chose (...) The Green Light
est une réponse pragmatique et une stratégie culturelle”
avance Eliasson qui, dans un entretien donné a The Art
Newspaper, conclut: “J'aimerais dire a Angela Merkel:
ceci est un modele”. Venise est la troisitme occurrence
de ce projet au long cours apres Vienne et Houston. Pour
autant, face ce que nous percevons bien moins comme
un atelier de “création collective” que comme une ins-
tallation ciglée de la signature visuelle et omniprésente
de I'artiste, un sentiment de malaise puis de franche
exaspération nous envahit. Pourquoi mettre en scéne le
travail de ces réfugiés, I'exposition et la mise en vente du
produit de leur labeur (rémunéré?) suffisant largement
a présenter le projet et ses enjeux? Ici, comme ailleurs
dans cette 57¢Me ¢dition de la Biennale, en pavillons et
expositions collatérales, les migrants, et non la question
migratoire, sont pris de maniére obscéne et éhontée pour
théme, pire pour motif d'ceuvres quin'en ont que le nom.
Si le projet d’Eliasson se voit porté par un but altruiste
d'envergure, son installation, faut-il le déplorer, flirte avec
la notion de zoo ethnographique a l'instar de l'invitation
-dont on ne doute pas de la sincérité- d’Ernesto Neto a
entrer, sous une tente dressée dans le pavillon dit des
Chamanes, en résonance spirituelle avec les Indiens de
la forét amazonienne Uni Kuin. A nouveau, nous sommes
saisis par I'obscénité, au sens étymologique du terme,
de la situation. Nous ne pouvons que nous tenir a I'écart
d'une scéne qui, dans ce contexte, nous apparait créée
de toutes piéces et se livre a nous tel un collage incongru.
Littéralement transportés, implantés dans cet arsenal pris
d'assaut lors des journées d'ouverture de la Biennale ou
I'économie de I'attention, sursollicitée, est au plus bas, les
Uni Kuin, censés nous instruire de nouvelles formes de
transformation sociale, font, eux aussi, office de figurants,
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de motifs. De rencontre, il n'y a (forcément) point. Comme
en ces colonnes, la presse internationale n'a pas manqué
de fustiger ces deux interventions a tel point que les ar-
tistes ont jugé bon de s'en défendre, ou de s'en expliquer
du moins, par médias interposés. Conscient de ne pas
avoir rencontré son public, Ernesto Neto concéde mais
persiste: “Les institutions artistiques sont les temples
contemporains, et |'art est un pont. Dans de plus petits
espaces, comme ceux de nos précédentes expositions
mettant en présence les Huni Kuin, nous avons pu créer
un meilleur contact et une meilleure compréhension que
ce qui s'est produit dans une grande exposition de groupe
comme la Biennale de Venise. Mais Venise est la grande
rencontre, le grand salon contemporain ou les chocs se
produisent lorsque I'avant-garde apparait, et c'est trés
bien! Lart est encore un chemin, et dans le pays occi-
dental de I'objectivité, I'art est un fil subjectif qui peut nous
aider a coudre un réseau social spirituel. Mais cette route
n'est pas mentale. Nous pouvons lire a ce sujet et en
parler, mais seule I'expérience peut ouvrir des portails. La
spiritualité des Huni Kuin est un portail parmi beaucoup
d'autres. Tout autour de nous.”*

Le lieu d’énonciation

Si la validité de I'incorporation par les pratiques artis-
tiques de rituels chamaniques aux fins de sauver notre
Occident malade est, & notre sens, plus que discutable,
outre la question du hors-champ déja évoquée, celle de
I'expérience est ici centrale. Car nile contexte, ni le format
de la Biennale ne peuvent la garantir. Et ce manque de
prise en considération de ces parametres essentiels a la
bonne réception d'une ceuvre, tant dans sa résonance au
contexte qu'au format auquel elle aura a se confronter (et
au déficit de temps qu'il lui impose) est dommageable. Il
y va de la responsabilité de I'artiste et plus encore de celle
du commissaire d'exposition.

“Feindre d'oublier depuis quelle position on s'exprime est
plus qu'une faute de godt; cela témoigne d’une grave
incohérence, voire irresponsabilité, de la part des orga-
nisateurs. Car il y a une contradiction a vouloir simulta-
nément représenter une institution majeure (et trés forte-
ment légitimatrice) dans le domaine de I'art contemporain,
tout en prétendant étre un lieu ou l'institution peut étre
contestée’, tel s’exprimait Jérome Glicenstein dans la
revue marges en 2005 & propos de I'exposition Dionisiac
au Centre Pompidou signée Christine Macel.

Cette réflexion critique sur la nécessité d’étre en cohé-
rence avec son lieu d’énonciation portait alors sur la
récupération institutionnelle d'ceuvres censément trans-
gressives. Mais, de fagon plus générigue, elle vaut pour
toute autre question curatoriale et artistique et, plus que
jamais, reste de mise en ces temps d'inflation des grands
rendez-vous de I'art contemporain portés par un mar-
ché de l'art et un capitalisme outranciers et, corolaire,
la subordination désormais avérée des institutions pu-
bliques et de leur pouvoir de légitimation au privé. Sans
la prise en considération de ces parametres contextuels
que Venise condense a elle seule, tout propos curatorial
prend le risque de s'annuler de facto. Ce n'est certes pas
icile reproche a formuler a I'égard de Viva Arte Viva qui a
plutdt tendance a lisser toute charge politique et met en
exergue des artistes encore peu portés par le marché, si
ce n'est regretter son manqgue de prise en compte de son
format et de son contexte d'émission qui met en faillite
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I'exercice du ralentissement et de I'expérience tant proné
par sa commissaire.

Varia

'on ne va pas d'avantage faire le reproche & Christine
Macel de la forte présence d’artistes femmes et fémi-
nistes au moment de I'énonciation de leur ceuvre dans
les années 60 et 70. A priori, I'on ne peut que s'en réjoulir.
Impossible par contre de ne pas penser a un quelconque
effet de réparation de la part de la commissaire sachant
a quel point il lui fut reproché I'absence d'artistes femmes
dans Dionisiac, certaines a Venise étant d'ailleurs pré-
sentées dans le pavillon qui en a repris l'intitulé. Notons
ainsi la belle présence de la Sarde Maria Lai (1919-2013),
de I'Américaine Anna Halprin (°1920), de la Libanaise
Huguette Caland (°1931 ; vit et travaille a Los Angeles) et,
dans une moindre mesure, de la Suissesse Heidi Bucher
(1926-1993), 'Américaine Judith Scott (1943-2005) ou de
la pionniere du Land Art, la New-Yorkaise Michelle Stuart
(°1983) ainsi qu'un bel ensemble de Kiki Smith et la mise
al’honneur de I'Américaine Carolee Schneemann, déten-
trice du Lion d'Or pour sa carriere, dont nous publions
un entretien.

Enfin, I'on constate depuis quelques années déja un
regain d'intérét, porté par le marché et les institutions,
du monde de I'art et en particulier des jeunes artistes
pour ceux un temps oubliés par la modernité et son his-
toriographie. Quels qu'en soient les registres et modes
d'expression, les questions de genre et d'émancipation,
de modes de vie alternatifs et communautaires ou d'éco-
logie portées par toute une génération d'artistes dans les
années 60 et 70, pour pertinentes qu’elles demeurent,
peinent parfois dans leur formulation et malgré I'expé-
rience qu'elles mettent en partage & nous parler de notre
contemporain. Peut-étre est-ce le livre, source de savoir
ou simple fétiche, au coeur de nombreux ensembles tel
celui de John Latham (1921-20086) et, au-dela, la question
combien actuelle de la production et de la transmission
de connaissances dans le champ de I'art qui retiennent
davantage notre attention.

Reste que Viva Arte Viva, malgré une distribution d'artistes
par chapitrage qui semble arbitraire et un accrochage
séquenceé qui ne permet guére les corrélations, nous offre
a minima quelques belles (re)Jdécouvertes. Tous registres
et niveaux de notoriété confondus, épinglons ainsi les
vidéos de Marie Voignier (Les Immobiles, 2013), Rachel
Rose (Lake Valley, 2018), Shimabuku (Do snow monkeys
remember snow mountains ?, 2016), les installations
de Pauline Curnier Jardin (Grotta Approfundita, vidéo,
2017), Sung Hwan Kim (Love Before Bond, 2016), Hajra
Waheed (A Short Film, 2014), Anri Sala (All of a tremble
(Encounter l), piece sonore, 2016), Edith Dekyndt (One
Thousand and One Nights, 2016), Kader Attia (Narrative
Vibrations, 2017), Thu Van Tran (Sans titre, 2017) et celle,
site-specific, de Leonor Antunes & 'Arsenal ainsi que les
dessins d’Huguette Caland et du Cambodgien Sopheap
Pich ou encore I'envolitante composition musicale en
trois mouvements pour le Jardin de la Vierge d'Hassan
Khan (Composition for a Public Park) récompensé du Lion
d’Argent.

Christine Jamart

FOCUS

Leanor Antunes
. &m we raised the terrain so that | could

seé out. 2017

mixed media inslallation 300 x 300 x 2400 cm
57th International Art Exhibition -

La Biennale di Venezia, Viva Arte Viva
Pholo lizlo Rondinella

Courlesy La Biennale di Venezia

1 Propos tenus par Enwezor en conférence
de presse de la 56°™ Biennale de Venise,
mai 2015 Traduction de 'auteur

2in “Christine Macel; Il est primordial de
réhabiliter la paresse” Propos recueillis
par Emmanuelle Lequeux, Le Monde, le
10517,p12

3ldem

4 hilp://www arterrilory com/en/lexts/
arlicles/6640-an_uncomforlable_green_
light/ Traduclion de I'auteur

57¢ Biennale dart de Venise
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VIVA ARTE VIVA — Arsenal, Giardini, Venise
Du 13 mai au 26 juin

Par Roxana Azimi

et Philippe Régnier ChriSﬁne chel réenChqnte
la Biennale de Venise

Peu d’expositions savent donner le sourire et la foi en ces temps
troublés. Sans sombrer dans le nihilisme de formes réches et
arides, la Biennale de Venise 2017 congue par Christine Macel a
su remettre le plaisir de I'art au centre. Viva !

Sheila Hicks, Escalade
Beyond Chromatic
Lands, 2016-2017.

Courtesy de l'artiste

et Galerie frank elbaz,

Paris ; Alison Jacques

T) Gallery, Londres ; Ci-dessous :
[77) Demisch Danant, Lee Mingwei,
= New York ; gloeol\;?g‘i;g }\’rujeit,
De 11 Lijnen, - . Avec le
O 8 Oudenburg ; Galleria soutien de Richard
; U Massimo Minini, M. Tsai, Fubon
D) Brescia ; Sikkema Financial Holding
— — Jenkins & Co, Co., Ltd, Maggie
SR New York. Tsai, Fubon Art
@ - Photo : Philippe Foundation, Ministry
< Régnier. of Culture, ROC
] (Taiwan), Centre
= culturel de Tafwan
U 3 Paris, ministére

de la Culture et de
le Communication,
Institut francais.
Collection
Rudy Tseng.
Photo : Roxana Azimi.

= |6 monde va mal, il est laid, noir, violent.
Il s’égare, se fourvoie, s’abime. Tel était le pitch
nihiliste de la cuvée 2015 de la Biennale de
Venise congue par Okwui Enwezor. Cette année,
changement de ton avec I'édition pleine de seve
et d’espoir congue par Christine Macel. L'air

est moins vicié, porteur d’espoir, mais non de
béatitude. La conservatrice du Centre Pompidou
ne voit pas la vie en rose. Elle a toutefois su

LA choisir des ceuvres qui lui redonnent des couleurs,
COI;IUS EI?EY\IA'\I'TRREI CE comme 'incroyable feu d’artifice chromatique de
POMPIDOU Sheila Hicks ou les concrétions mystérieuses de
NE VOIT PAS feu I'artiste trisomique Judith Scott, ravivant I'une
LA VIE EN des fonctions essentielles de I'art, magnifier la vie.
ROSE. ELLE A La curatrice a su éviter de nombreux écueils :
TOUTEFOIS SU la paresse tout d’abord, en présentant quantité
CHOISIR DES d’artistes inconnus aux bataillons - mais plus
CEUVRES QUI pour tres longtemps - comme les tout jeunes Philippins Katherine Nufiez

LUI REDONNENT

et Issay Rodriguez, le Francais Marcos Avila Forero, ou le maitre de I'art
DES COULEURS,

inuit Kananginak Pootoogook. Autre chausse-trape, que son prédécesseur

n’avait pas su éviter, elle a fait preuve d’autodérision, en rebondissant sur la
polémique qu’avait suscitée I’exposition « Dionysiac » au Centre Pompidou,

qui présentait I’expression la plus virile de la fureur de vivre, en dédiant

son pavillon dionysiaque aux artistes femmes... Et quelles femmes : la plus /...
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SUITE DE LA PAGE 05 4gée, Huguette Caland, a tout osé, surtout rompre avec
son milieu bourgeois et la bienséance comme en attestent ses mannequins
CHRISTINE MACEL  fortement sexués. La plus jeune, Pauline Curnier Jardin, tourne en dérision les
REENCHANTE canons féminins dans une drolatique danse érotique.
LA BIENNALE . . .
DE VENISE Last but not least, Christine Macel a su ménager un parcours souple et fluide,
d’une folle énergie, jamais heurté mais toujours articulé autour de quelques
thématiques fortes, a commencer par la définition méme du créateur. Qui

est-il ? Le paresseux qui ronronne sur son canapé, alias Mladen Stilinovic ?

David Medalla,
A Stitch In Time,
(1968-2017).
Photo : Roxana Azimi.

Le touche-a-tout au verbe vertigineux Raymond Hains, qui occupe une place
centrale dans le pavillon international ? L'entrepreneur facon Olafur Eliasson
qui, a des fins certes humanitaires, reproduit les procédés d'un travail a la
chaine pour fabriquer une lampe écologique ? Ou le shaman, I'intercesseur qui
nous fait communiquer avec le monde des morts ? Un peu tout cela a la fois.

Il est celui qui tire les fils, non comme un marionnettiste ou une
Parque, mais comme un guide qui nous prendrait par la main.

All-\l'é) [E ISIJI- E)AUSE Dans I’Arsenal, la question du lien se dévide de bout en bout,
LES CEUVRES sans jamais s’effilocher. Le fil est a la fois une langue et un lien,
RITUALISANT qui apparait dans I'ceuvre de I'Italienne Maria Lai, déja mise en

LE LIEN DATENT  majesté a la Documenta 14 a Athénes, ou dans la réactivation
DES ANNEES d’une performance de David Medalla, qui permet a des quidams
1970, COMME de joindre des bribes d’intimité dans une broderie modeste
UN APPEL A NE  composée de cartes de visite ou d’embarquement. Il n’est pas
PAS OUBLIER anodin que les ceuvres ritualisant le lien datent des années 1970,
CERTAINES comme un appel a ne pas oublier certaines utopies collectives.
C OUL-II-.(E)CIZ)#IIE\?E s Un appel que I'artiste taiwanais Lee Mingwei a entendu en 2001,
lorsqu'’il croit son compagnon tué dans l'attentat du World
Trade Center a New York. « Pendant huit heures, je me suis mis
d raccommoder ses vétements jusqu’a ce que j’apprenne qu’il était sain et sauf »,
raconte-t-il. A la Biennale, il propose aux visiteurs d’apporter des vétements
a réparer, maniere d’éviter la perte et I'oubli. « Je préfére me concentrer sur les
solutions que sur I'échec. Il faut avancer », rajoute ’artiste réparateur.
Cette ritualisation de la vie est aussi un des enseignements tirés des mentors
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SUITE DE LA PAGE 06 des années 1970, comme Antoni Miralda et Dorothée
Selz et leur repas chromatique, Anna Halprin et sa danse planétaire, ou
CHRISTINE MACEL  Nicolds Uriburu et ses mises en garde écologiques que ’homme doit prendre

T.E\EI;‘IEHQELTE conscience de ses erreurs ou, mieux, les réparer. Le Japonais Shimabuku s’est
DE VENISE lui rendu au Texas pour apporter de la glace a des singes des neiges déracinés

dans le désert américain. A partir d’'une méme plante, ’hévéa, Thu Van

Tran relie deux histoires d’exploitation, celle des ressources
naturelles de I’Amazonie et celle coloniale du Vietnam par la
firme Michelin. Marie Voignier pointe en revanche le cynisme
d’un organisateur de safaris qui, page apres page, déroule le récit
de massacres d’animaux sauvages en Afrique sans manifester le
moindre remord.

Le parcours ne passe pas sous silence le retour au vernaculaire
et aux sources, comme les références a I’art préhispanique
mexicain de Cinthia Gutierrez, les cultes de mort andins revus
par Enrique Ramirez, ou la déclinaison sous toutes ses formes du
David de Michel-Ange par le Chinois Guan Xiao.

CES ALLUSIONS
AU PASSE SONT
MOINS SIGNES
DE REPLIS
QU’AIGUILLONS
POUR DESSINER
L’AVENIR

Pour autant, ces allusions au passé ne sont pas teintées de nostalgie. Elles sont

moins signes de replis qu’aiguillons pour dessiner I’avenir.

BIENNALE DE VENISE, VIVA ARTE VIVA, du 13 mai au 26 juin, Giardini, Arsenal, Venise,

www.labiennale.or;

Vue des ceuvres
de Thu Van Tran,
Arsenal, Biennale de
Venise 2017. Avec le
soutien du ministere
de la Culture et de
la Communication,
de la Fondation
d’entreprise Ricard,
de Meessen De Clerq
(Bruxelles) et de
I'Institut Frangcais.
Photo : Philippe
Régnier.
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Notre sélection dans
Par Roxana Azimi

et Philippe Régnier (( Viva Arte Viva )),
Biennale de Venise 2017

Marcos Avila Forero, Atrato, 2014. Vue d’ceuvres de Raymond Hains.
Courtesy Galerie Dohyang Lee, Paris. Pavillon central, Giardini, Biennale de Venise.
Photo : Roxana Azimi. Photo : Philippe Régnier.
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Kananginak
Pootoogook,
Sans titre.
Photo : Roxana
Azimi.
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Anri Sala, All of a tremble (Encounter), 2017.

Courtesy the artist et Galerie Chantal Crousel, Paris.

Photo : Philippe Régnier.

Edith Dekyndt,
One thousand and One
Nights, 2016.
Avec le soutien de
Lafayette Anticipations
- Fondation
d’entreprise Galeries
Lafayette, Paris ;
Fédération
Wallonie-Bruxelles ;
Wallonie-Bruxelles
International ;
Galerie Greta Meert,
Bruxelles ; Konrad
Fischer Galerie,
Dusseldorf,
Berlin ; Galerie Karin
Guenther, Hambourg.
Photo : Philippe
Régnier.
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Kader Attia, Narrative Vibrations (détail), 2017.
Courtesy de I'artiste et Galerie Nagel Draxler, Berlin,
Cologne ; Lehmann Maupin, New York, Hongkong ;

Galerie Krinzinger, Vienne ; Galleria Continua, San Gimignano,
Les Moulins, Pékin, La Havane.
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« Of anthems and apples: Anri Sala », Frieze.com, May 6, 2017.
https://frieze.com/article/anthems-and-apples-anri-sala
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« Of anthems and apples: Anri Sala », Frieze.com, May 6, 2017.
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Tifentale, Alise. « Massimiliano Gioni and Margot Norton, eds. Anri Sala: Answer Me », caa.Reviews, April 27, 2017.
http://www.caareviews.org/reviews/2967#. WQMGm44Soik
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Tifentale, Alise. « Massimiliano Gioni and Margot Norton, eds. Anri Sala: Answer Me », caa.Reviews, April 27, 2017.
http://www.caareviews.org/reviews/2967#. WQMGm44Soik
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Harris, Gareth. « Anri Sala turns abandoned Japanese house into sonic space », The Art Newspaper, February 2, 2017.
http://theartnewspaper.com/news/anri-sala-turns-abandoned-japanese-house-into-sonic-space/
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Marti, Silas. «Albanés Anri Sala vem ao Brasil verter som em obras de arte arquitetdnicasy, serafina, August 28, 2016.
http://fotografia.folha.uol.com.br/galerias/46143-obras-de-anri-sala
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«Obras de Anri Salay, Folba de S.Paunlo, August 28, 2016.
http://fotografia.folha.uol.com.br/galerias/46143-obras-de-anri-sala
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«Brazil welcomes Anri Sala’s First Exhibition», A/banian Daily News, September 9, 2016.
http://www.albaniannews.com/index.php?idm=8244&mod=2
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Licht, Alan. «Anri Sala. New Museum», Art Forum, Summer 2016, p.400.
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Licht, Alan. «Anri Sala. New Museum», Art Forum, Summer 2016, p.400.
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«How to get a grip on Anri Salay, Phaidon, February, 2016.
http://fr.phaidon.com/agenda/art/articles/2016/february/04/how-to-get-a-grip-on-anri-sala/

How to get a grip on Anri Sala

To mark the New Museum show here's some insight into the best ways to appreciate a cool and
important artist

Still from Ravel Ravel Unravel (2013) - Anri Sala

On 23 August 1914 the Austrian pianist Paul Wittgenstein, elder brother of the philosopher Lud-
wig, lost his right arm in World War I. Following the armistice, Wittgenstein approached a number
of composers to write piano pieces for just the left hand. The most famous work came from Mau-
rice Ravel whose Piano Concerto for the Left Hand remains a well-known piece to this day, thanks
both to its beauty and its back story.

Galerie
Chantal Crousel

Anri Sala’s 2013 Venice Biennale show, Ravel Ravel Unravel, took the music as its starting point.
Yet, rather than present the concerto as a kind of Modernist symbol of triumph of the human spirit
over adversity, the artist offered visitors a somewhat more slippery proposition.

No Barragén No Cry (2002) - Anri Sala
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«How to get a grip on Anri Salay, Phaidon, February, 2016.
http://fr.phaidon.com/agenda/art/articles/2016/february/04/how-to-get-a-grip-on-anri-sala/

In one room two video recordings of pianists playing the piece were screened simultaneously;
while in a second area, a French DJ attempted to sync two vinyl copies of the performances. In
each case, the pieces fall out of time with each other, which, for Sala, was key. In fact, the discre-
pancies “paradoxically create an ‘other’ space” somewhere in between the two performances,” the
artist explained.

All this was compounded by the fact that Ravel Ravel Unravel was the 2013 French national exhi-
bition at the Beinnale, yet it was staged in the German pavilion, since the two had switched venues
in 2013 to mark the 50th anniversary of the Elysée Treaty. Sala was born in Albania, studied in

France and works in Berlin, and so was perfectly suited to the show, the pavilion and the occasion.

Still from Long Sorrow (2005) - Anri Sala

Indeed “Anri Sala has developed a widely acclaimed multimedia practice founded in the interplay
of images, sound and architectural space,” write the New Museum’s Margot Norton and Massimi-
liano Gioni in our new Anri Sala monograph, published to coincide with the Museum’s retrospec-
tive. “Probing notions of memory and time - both personal and historical - Sala’s works engage the
viewer’s awareness of being present while calling attention to the political dynamics of space.”

The accompanying show Anri Sala: Answer Me, which has just opened at the New Museum and
runs until 10 April 2016, is the most comprehensive survey of his work in the United States to date.

Still from Answer Me (2008) - Anri Sala
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«How to get a grip on Anri Salay, Phaidon, February, 2016.
http://fr.phaidon.com/agenda/art/articles/2016/february/04/how-to-get-a-grip-on-anri-sala/

It includes Ravel Ravel Unravel, as well as other well-known works by the artist, such as Answer
Me (2008), video wherein a couple argue inside one of Berlin’s Cold-War era Teufelsberg listening
stations, the man only answering the woman by playing the drums; No Barragdn No Cry (2002), a
photograph of a horse plonked onto a plinth on a Mexican skyscraper, mimicking a missing statue
from modernist architect Luis Barragdn's far lovelier roof terrace in Mexico City; and Long Sorrow
(2005) which features the free-jazz saxophonist Jemeel Moondoc playing just outside the window
of the uppermost apartment in a bleak modernist Berlin tower block.

Every piece is filled with unseen details. It helps, for example, to know that the Berlin estate where
Sala filmed Moondoc is known locally as the Long Sorrow; or that No Barragdn No Cry sounds a
bit like the title of a Bob Marley song. It is worth bearing in mind that Sala was born in the Eastern
Bloc, and experienced the rough end of socialist, pseudo-scientific social planning up close. A lot
of his work deals with the kind of world that the Modernists bequeathed to us. Yet you can just
enjoy the beauty of the sounds and the images.

Anri Sala (left) on the set of Long Sorrow (2005),
Berlin

For more on the New Museum show go here and for further detail and insight into this important
artist buy a copy of our new book, which is written by the show’s curators. Finally, if you want to
get a great Anri Sala print at a very attractive price take a look at this work available right now over
at Artspace.

Sala created this limited edition print on the occasion of his exhibition at the Serpentine Gallery,
Anri. Untitled (Cactus 2), 2011, shows the Blue Agave, the plant from which the spirit tequila is
made, shimmering as if photographed under conditions of extreme heat. The distortions visible in
the image are the result of a sheet of antique glass the artist placed inbetween his camera and the
native Mexican plant. Made using pre-modern techniques, the glass bears the hallmarks of hand-
craftsmanship; the ripples and imperfections on its surface standing in contrast to the uniformity of
standard, industrially produced glass. It's available right now over at Artspace.
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Untitled (Cactus 2), 2011 - Anri Sala



Samantha Deman and Véronique Godé. «Oeuvres commentées. Anri Salay, Arzshebdo medias #18, March 2016.
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Samantha Deman and Véronique Godé. «Oeuvres commentées. Anri Salar, Arzshebdo medias #18, March 2016.

Galerie
Chantal Crousel



Samantha Deman and Véronique Godé. «Oeuvres commentées. Anri Salar, Arzshebdo medias #18, March 2016.

Galerie
Chantal Crousel



Samantha Deman and Véronique Godé. «Oeuvres commentées. Anri Salar, Arzshebdo medias #18, March 2016.

Galerie
Chantal Crousel



Galerie
Chantal Crousel

Daniel Birnbaum. «Anri Sala: Answer Me», Artforum, n° 5, vol. 54, January, 2016, p. 129.
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Roberta Smith «Symphonic Experience From Floor To Floor», Weekend Arts 11, The New York Times, n° 1000,
Friday, February, 5, 2016, p.21-27.
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Roberta Smith «Symphonic Experience From Floor To Floor», Weekend Arts 11, The New York Times, n° 1000,
Friday, February, 5, 2016, p.21-27.
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Roberta Smith. «Anri Sala: Answer Me” Offers Symphonic Experience From Floor to Floor», The New York Times,
February 4, 2016.
http://mobile.nytimes.com/2016/02/05/arts/design/anri-sala-answer-me-offers-symphonic-experience-from-
floor-to-floor.html?referer=https://www.google.fr/ &_r=0

‘Anri Sala: Answer Me’ Offers Symphonic Experience From Floor to Floor

ROBERTA SMITH
February 4, 2016

“Answer Me” (2008), single channel HD video, by Anri Sala
at the New Museum.
All photos: Nicole Bengiveno / The New York Times

Certain artworks imprint themselves on the brain. “Dammi i Colori,” a 2003 video by the Albanian
artist Anri Sala, seems permanently lodged in mine. I first saw it at the Venice Biennale that year,
mesmerized by this D.I.Y. documentary’s effortless argument for the necessity of art and its potential as
balm for a traumatized city.

Now it can be seen in “Anri Sala: Answer Me,” the artist’s austere yet impassioned survey at the New
Museum. The video is an apt introduction to his roiling explorations, mostly in video, of sound, time,
color, architecture and the politics of modern life.

This exhibition is brilliantly installed and is as much for music as for art folk. Organized by Massimi-
lano Gioni, the New Museum’s artistic director; Margot Norton, its associate curator; and Natalie Bell,
an assistant curator, it spreads a dozen videos and video installations through three floors, encompasses
some 16 years of artistic growth and includes a smattering of fairly inconsequential sculpture and
drawings. (Example: a snare drum stacked with four real human skulls and dedicated to Cézanne.)
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“Still Life in the Doldrums (d” apres Cezanne)"

Black-box viewing rooms have all but been eliminated, and the sound quality is extraordinary. The
music flows through the museum’s spaces, defining them floor by floor. In a work collectively titled
“The Present Moment” on the second floor, Arnold Schoenberg’s tumultuous late Romantic “Verklirte
Nacht,” a string sextet from 1899, starts out whole and its notes are fragmented across the entire space
and 20 separate ceiling speakers. It re-emerges, performed by musicians on two video screens, having
been subjected to the modernist 12-tone technique that Schoenberg developed in the 1920s. It sounds a
lot like the Minimalist Philip Glass.

Several videos play in wide open spaces, especially on the third floor, where a large screen hangs from
the ceiling to accommodate projections on both sides, their sounds mixing and conversing. And the
fourth floor presents Mr. Sala’s masterpiece, “Ravel Ravel,” a dual-screen, 16-speaker symphonic ins-
tallation, accompanied by its aural doppelgénger, “Unravel.” Both works were seen at the 2013 Venice
Biennale and did not stick in my brain. They will now.

But for a minute, back to “Dammi i Colori,” whose title — “Give Me the Colors” in Italian — is from
“Tosca.” It was made in Tirana, Albania’s capital, where Mr. Sala was born in 1974 and lived until
1996, when he left for Paris, studied film and video for four years and subsequently settled in Berlin.
At the time of the filming, 2002, Tirana resembled a war zone in recovery, rising precariously from
decades of Communist neglect and corruption; basic services were intermittent, the roads were barely
paved.
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With his camera giving us a passenger-seat view, Mr. Sala drives along these byways, past scaffoldings
and piles of dirt. Shooting mostly at night with a spotlight, he focuses on rows of modest Eastern-bloc
concrete buildings, which Tirana’s mayor is having painted an array of bright, booming colors.

The jubilant blocks of color and eerie disarray remain, gripping for their unexpected combination

of poetry and politics. It’s like the rebirth of the more populist principles of Constructivism and the
Bauhaus. It’s Mondrian in action, proof positive of the transformative power of color. In the film, the
mayor, Edi Rama, a friend of the artist (and he is now Albania’s prime minister), talks fervently about
the benefits of his somewhat monomaniacal undertaking. The city’s most heated discussions, he says,
concern “what are the colors doing to us.” He adds that while most cities wear color like a dress, “in a
way colors here replace the organs.” Which is to say they are sustaining life.

In newer works, Mr. Sala has done with music what he does with color, which is to convey its nurturing
power in the face of disruption, a theme undoubtedly influenced by growing up in Albania during its
rough transition from communism to democracy.

He usually achieves this with disorienting combinations of spatial, visual and aural elements that are ra-
rely devoid of politics. On screen, modern architecture figures prominently, as a symbol of government
incompetence and control and as a measure of change, but also as a container that modulates sound.
Other political points about history, progress, age, language and displacement are frequently woven into
the fabric of his pieces, to be extrapolated by the viewer.

In “Tlatelolco Clash,” shot in Mexico City, several elderly street musicians take turns playing different
fragments of “Should I Stay or Should I Go?” — a hit by the Clash — on a mechanical barrel organ
while a beautiful young woman hovers about. Around them rise Mayan ruins and, just beyond, a mo-
dern skyscraper. At one point a worker starts cleaning the ancient stones.

In “Anri Sala: Answer Me,” the saxophonist
André Vida, improvising alongside Jemeel Moon-
doc’s performance in a video shot on the balcony
of a building in Berlin.
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In “Long Sorrow,” the free-jazz musician Jemeel Moondoc improvises on the saxophone, from what
seems to be the balcony of a stark apartment in an unloved mile-long Berlin building known as the
Long Complaint, or Sorrow. Only gradually do we realize that there’s no balcony: He’s hanging in
midair. As he floats away, and other massive buildings come into view, the piece conjures both Magic
Realism and an artistic refusal of architecture’s numbing anonymity. At approximately the top of every
hour throughout the show, the saxophonist André Vida improvises alongside Mr. Moondoc’s video
performance (13 minutes), their sounds blending and separating as Mr. Vida moves around the space,
an option for the viewer as well.

Mr. Sala has arranged the show as something of a sound installation in itself. Sounds from different
pieces bleed together. The light rhythmic voices of the video “Lak-kat,” in which two young Senegalese
boys practice Wolof — one of their country’s indigenous languages — impinge on the pounding noise
and abrupt silences in the video “Answer Me.”

Here a slightly crazed-looking young man drums wildly, the sound reverberating inside an abandoned
geodesic dome built by Americans to eavesdrop on East Germany. He sometimes pauses but always
ignores the woman anxiously lurking behind him, who is occasionally heard to say “Answer me.” The
children of “Lak-kat” seem to respond, although it turns out that they are actually learning the many
words that distinguish skin tones.

Throughout this show music is taken apart and reassembled, but is never the same. This is most appa-
rent and complex in “Ravel, Ravel” on the fourth floor. In a darkened space, everything is magnified:
the sounds of orchestra and piano buffet you, while the two videos — one above the other — each
presents a close-up of a giant left hand playing the piano. Even the walls and ceiling seem exaggerated:
They’re covered with two-foot high wedges of foam that mute echoes.

“Ravel, Ravel” includes two performances of a piano
concerto.
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“Unravel,” a single projection, shows the disc jockey Chloé
Thévenin trying to sync records of two pianists.

The music is Maurice Ravel’s Piano Concerto for the Left Hand in D (1929-30), which was commis-
sioned by Paul Wittgenstein, a pianist (and the philosopher’s brother) who lost his right hand in World
War I. The hands on the screens belong to the pianists Louis Lortie and Jean-Efflam Bavouzet, who
each performed the concerto with an orchestra, using scores with tempos altered by Mr. Sala slowing
or accelerating different parts. Their hands play tag up and down the keys, moving in and out of sync,
finishing each other’s passages. The music is at once luxuriant and turbulent; if you know the back
story, it can be traumatic. It swirls around, filling and then abandoning the crenelated space, whose pro-
trusions add their own suggestion of violence.

The video “Unravel” is an attempt to straighten out the ravel, or tangle, created by “Ravel Ravel.”
Installed in a smaller, lighter room next door, “Unravel” shows the disc jockey Chloé Thévenin with a
record of each performance on her turntables, trying to sync them up. In contrast to the pianists’ spar-
ring hands she gently taps or pushes the discs, stops them completely or sets them spinning, sometimes
with slurring sounds that can evoke sappy movie music.

Synchronization is fleeting and impossible to sustain, but it is invigorating to follow her fierce concen-
tration. The two versions of Ravel’s music cannot be reunited, but as with this singular show, we expe-
rience Mr. Sala building art upon art, as well as life, in inspiring ways.

“Anri Sala: Answer Me” is on view through April 10 at the New Museum, 235 Bowery, at Prince
Street, Lower East Side; 212-219-1222, newmuseum.org.
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Anri Sala: Answer Me review — art cures 20th century's broken dreams

New Museum, New York
This is a cunning and occasionally glorious retrospective from one of the most important
artists in Europe, exploring communism through video and music

Jason Farago
Thursday 4 February 2016

Anri Sala, Le Clash, 2010 (still).

Photograph: © Anri Sala/Courtesy Galerie Chantal Crousel, Paris;
Marian Goodman Gallery; Hauser & Wirth; Johnen Galerie, Berlin;
and kurimanzutto, Mexico City

If America’s enervating presidential election has sapped any remaining esteem you had for politicians,
might I suggest booking the next flight to Tirana? For the last two and a half years, the west Balkan
nation of Albania has been governed not by some philistine crusader promising divinely inspired corpo-
rate tax cuts, but by a bona fide artist: the painter-turned-prime-minister Edi Rama, elected in a lands-
lide in 2013.

Rama came to prominence a decade ago, when as mayor of Tirana he ordered the dilapidated commu-
nist-era towers of the capital repainted in wild colors — chevrons of red and yellow, zigzagging blue and
green stripes. The painted facades are hopelessly inadequate to repair the crumbling architectural legacy
of the last century. But after a previous century of politicians brought a city to decay, surely an artist at
least deserves a shot.
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Anri Sala, Answer Me, 2008 (still): ‘Dreams in which politics
and aesthetics informed one another and then collapsed into ruin.’
Photograph: © Anri Sala/Courtesy Marian Goodman Gal-

lery; Hauser & Wirth; Johnen Galerie, Berlin; Galerie Riidiger
Schottle, Munich; and Galerie Chantal Crousel, Paris

Rama spent much of the 1990s in Paris, where he lived with another Albanian: Anri Sala, a documen-
tary film-maker turned video artist. “This is more an avant garde of democratization,” he tells Sala in
his 2003 film Dammi i Colori, a nighttime escapade through the Albanian capital and its parti-coloured
apartment blocks. It’s this seductive tour of Tirana, a midnight reverie of past and present, by which
Sala eases us into the grand, busted dreams of the 20th century: modernist dreams, communist dreams,
dreams in which politics and aesthetics informed one another and then collapsed into ruin. And Rama’s
proposition — that (abstract) art might be your best bet for courage after the failure of the communist
dream — ripples throughout all the works that constitute Anri Sala: Answer Me, a cunning, musical, and
occasionally glorious retrospective of one of the most important artists in Europe, east or west.

Sala was born in 1974, when an isolated Albania was under the thumb of the pitiless, paranoid dictator
Enver Hoxha. He shot to prominence with his first film, the documentary Intervista (1998), made while
he was still a student in France. (It’s not properly included in this show, but the curators have at least
decided to screen Intervista once a week in the New Museum’s theater.) Sala comes across footage of
his mother speaking at a conference of the Party of Labour of Albania in the late 1970s, but the audio is
lost. His mother can’t remember what she had said. So Sala takes the footage to a school for the deaf,
where the students read her lips and help the artist subtitle the interview. It turns out she was just spou-
ting party-line claptrap about young people’s allegiance to Marxism-Leninism, which Sala’s mother can
hardly believe. Her voice, her language, was not her own.
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Anri Sala, Tlatelolco Clash, 2011 (still): a Mexican street performer plays the
Clash’s Should I Stay or Should I Go?

Photograph: © Anri Sala/Courtesy Galerie Chantal Crousel, Paris; Marian Good-
man Gallery, New York; and Hauser & Wirth

With Intervista and Dammi i Colori (the latter’s Italian title, literally Give Me the Colors, is borrowed
from an aria in Tosca), Sala established himself as one of the shrewdest artistic interrogators of the
legacy of communism, on both personal and urban planes. But after his film with Rama, Sala stepped
back from his engagement with Albania and began to make more poetic, plangent films and videos —
looking obliquely at recent European history, and making heavy use of music.

Four of these later video works are presented here in a single gallery, on a half-hour loop, and you’ll
want to watch them all, although the sound is occasionally tinny in the New Museum’s hostile building.
The best is Long Sorrow (2005), shot at a massive housing estate in west Berlin, in which a free jazz
saxophonist on the roof plays an improvised dirge to the drab buildings below: a eulogy for modernism,
and for the hopes that artists and architects could transform our lives. Answer Me (2008), filmed in a
cold war listening station, depicts a woman struggling to speak to a man, who responds only with caco-
phonous drumming.



Galerie
Chantal Crousel

Jason Farago. «Anri Sala: Answer Me review- art cures 20th century’ s broken dreams», The Guardian, February 4,
2016.
http://www.theguardian.com/artanddesign/2016/feb/04/anri-sala-answer-me-review-art-cures-20th-centurys-
broken-dreams?CMP=share_btn_fb

Anri Sala, 3-2-1,2011/16. Live performance featuring André Vida on saxophone res-
ponding to Long Sorrow.
Photograph: © Anri Sala/Courtesy of the artist

Almost all the last century’s aesthetic dreams came to grief. Utopian tower blocks rotted into periurban
ghettoes; modernist painting, delusionally imagined as an accelerator of revolution, has become an
asset class for a global crew of financiers and rentiers. Rama’s painting of the facades of Tirana appears
almost a parody of modernist urban planning, a charming but woefully insufficient aesthetic bandage
for one of Europe’s poorest capitals. But music, that most abstract of all art forms, seems to hold for
Sala some little bit of hope. As words are replaced by sound in Sala’s later works, music ends up both
reflecting the sorry history of 20th-century Europe — and also offering a possible means of redemption.

The newest pair of videos here, both entitled The Present Moment, feature a string sextet playing
Arnold Schoenberg’s Verklirte Nacht. Sala has modified the score: in one video the musicians only play
the note B-flat, in the other only D. (He originally showed the work in Munich’s Haus der Kunst, which
was initially built as a Nazi show palace; Sala’s work served as a stinging rebuke to the Nazis’ designa-
tion of Schoenberg as a degenerate composer.) The two modified sextets are projected simultaneously,
and Schoenberg’s late Romantic score devolves into a dissonant muddle. And yet the profound concen-
tration on the musicians’ faces, their anxious attempts to play this deformed opus, bespeaks an abiding
faith that art might yet live after the dreams of transformation we ascribed to it have died.
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Anri Sala, Unravel, 2013 (still): a DJ scratches together two performances of Ravel.
Photograph: © Anri Sala/Courtesy Galerie Chantal Crousel, Paris; Marian Goodman
Gallery; and Hauser & Wirth

I remain unconvinced by Sala’s occasional sculptures — notably his motorized snare drums that play
themselves, which to me seem like souvenirs of his major music-backed films rather than fully formed
artworks. (There are also some unremarkable works on paper in the show; some were done in colla-
boration with Rama, who has a penchant for doodling on printouts of his prime ministerial Outlook
calendar.) But on the whole this retrospective affirms Sala’s unrivaled capacity to excavate the sullied
dreams of modernism, and to imagine a future on the ruins of the recent past.

In his masterpiece Ravel Ravel Unravel, first seen at the Venice Biennale in 2013, two pianists play Ra-
vel’s Piano Concerto for the Left Hand in D Major, composed for the Jewish pianist Paul Wittgenstein
(the brother of the philosopher Ludwig), who fled Austria just before the Anschluss. The two renditions
are slightly, deliberately out of sync, and Ravel’s concerto sounds curiously rowdy; on a third screen

a DJ tries to mix the two together, with only some success. Tempo itself has lost its meaning; time has
been disjointed, history is a collection of shards. But the DJ keeps spinning her records, and scratches a
new concerto.
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Anri Sala: Answer Me is at the New Museum, New York, through 10 April. A conversation with the
artist will be livestreamed here at 7pm ET, then available thereafter
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Waiting For Tchaikovsky: Anri Sala’s 1395 Days Without Red’
Directed by Anri Sala, through Feb. 22 at the BMA

«1395 Days without Red» follows Spanish actress Maribel Verd( as she walks across town, hanging close to buildings
when possible and then standing in lines with others at intersections as they wait to dash across the vulnerable streets
one by one in dark colors, so they’re not an easy target. (February 17, 2015)

Though we invaded Iraq for the first time when I was a senior in high school, it was really the conflicts, ethnic clean-
sing, and war crimes in the early *90s after the breakdown of Yugoslavia at the end of the Cold War that woke me up to
the larger world. It sounds ridiculous to say, but for my generation, it seemed, perhaps a just war. The beautiful Euro-
pean city of Sarajevo was under siege. When uber-intellectual Susan Sontag went there to direct “Waiting For Godot”
in 1993, she said that people were really waiting for Clinton to come and intervene. Journalist Christiane Amanpour

used CNN to bring the atrocities the Serbs committed in the Balkans into American living rooms.

I couldn’t watch Anri Sala’s film “1395 Days Without Red,” at the Baltimore Museum of Art through Feb. 22, wit-
hout thinking about all of this. The film is set in the mid-’90s—during which snipers shot pedestrians as they walked
through the city, especially on the main drag, Ulica Zmaja od Bosne, which became known as “Sniper Alley”—and
follows Spanish actress Maribel Verdd (who resembles both Sontag and Amanpour) as she walks across town, hanging
close to buildings when possible and then standing in lines with others at intersections as they wait to dash across the
vulnerable streets one by one in dark colors, so they’re not an easy target.
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Sala’s film acts as a painterly study of Verd@’s face as she crosses Sarajevo. And she seems the perfect subject, creating
tremendous depth of feeling with subtle facial shifts as her largely silent features express the fear, uncertainty, relief,
and even a bit of exhilarated joy that come from possibly dying at any moment. The footage of Verda’s walk, which is
simultaneously mundane and horrifying, is woven with that of the Sarajevan orchestra rehearsing Tchaikovsky’s Sixth
Symphony (“The Pathétique™). We see the Sarajevan symphony orchestra rehearse and hear their songs as a sort of
counterpoint to Verdd’s trajectory across the city, punctuated as it is by the same kind of stops and rhythmic pacing as

Tchaikovsky’s symphony.

In his essay “Vermeer in Bosnia,” the writer Lawrence Weschler makes a connection between the conflicts in Sarajevo
after the collapse of Yugoslavia with the paintings of Vermeer. The connection at first seems far-fetched. Vermeer is
widely known as the master of calm scenes, whereas Sarajevo was shorthand for siege, ethnic cleansing, and warfare.
“When Vermeer was painting those images, which for us have become the very emblem of peacefulness and serenity, all
Europe was Bosnia . . . awash in incredibly vicious wars of religious persecution and proto-nationalist formation.” Like
that of Vermeer’s “The Girl With a Pearl Earring,” Verd@’s face is a manifestation of what peace within war may look
like. Through Sala’s eyes we see in Verdd, all the intensity of living under bombardment, so that, as Weschler says of
Vermeer, Sala “can be seen, amid the horrors of his age, to have been asserting or inventing the very idea of peace.”

The way this painterly aspect of the film collides with its more obvious musical element is mesmerizing. As Verda
walks, she occasionally hums the Tchaikovsky movement. Eventually—especially after a long and exhausting sprint
across a long intersection—her steps and her breaths have become a part of the song. As her movements became
rhythm I started to notice something. The film’s title refers to the length of the siege and the wall text outside of

the BMA’s Black Box screening room explains the context—and that the music is Tchaikovsky—but nothing in the
film itself explains the circumstances. If one watched the film outside of this context, it would feel more like Andrei
Tarkovky’s “Stalker,” where the stalker has to follow a strange logic of starting, stopping, waiting, and running in an
otherwise ordinary-looking landscape, suffused with an unknown source of danger. Outside of history, the rhythms of
Verd®’s walk follow a disjointed, unintelligible logic. Why do the people stand there and wait as long as they do? Why
do they run when they run? Why does the one old man walk, a middle-aged woman sprint? Nothing in the city is driven
by its own internal logic, but by some malicious virus that has infected it.

And that seems to be part of the point. War is absurd. It changes our rhythms and our patterns and our thoughts. But
here is also where the film performs a sort of switch. Just as we see Sarajevo through our own cultural lenses, when we
walk out of the BMA and back onto the street, the city that Sala has conjured has occupied our own city, superimpo-
sing itself over it in a temporo-spatial palimpsest, so that each of the intersections felt as if under the shadow of their
horrendous and terrifying Sarajevan doubles. And the news, the next day, that the shooting of three Muslims in Chapel
Hill might have occurred as much because of a parking dispute as because of ethnic or religious differences made me
think again of “1395 Days Without Red” and how fragile what we call civilization really is.

Anri Sala will speak with art historian Michael Fried at the Baltimore Museum of Art on Saturday, Feb. 21, at 2 p.m.
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Artist Anri Sala will represent France at this year’s 55th Venice Biennale. Photo © Julien
Mignot / Eté 89

At the age of four, Anri Sala was taken to the Palace of Pioneers in Tirana, then capital of the People’s
Socialist Republic of Albania, in order to begin the violin lessons he had asked his parents for. ‘So
there was this man sitting in front of a piano,’ the artist recalls, ‘and he needed to check if I had an ear.’
In a small, darkened room, the instructor clapped out a series of rhythms for the boy to repeat, each one
longer and more complex than the last, ‘and I got so worried that I would miss the next one,’ Sala says.
But he didn’t falter. ‘Good,’ said the violin teacher finally, satisfied with the boy’s ability to recognize
and repeat a rhythm. ‘You’re done.’

Sala went on to study violin for seven years and, though he no longer reads music, he acknowledges
that the experience helped him develop ‘an idea about musical tempo, and how to speak with musi-
cians’ — both of which have proved useful in his numerous projects involving music of various stripes,
be it Tchaikovsky or The Clash. But there is something about this story of his initial encounter in the
Palace of Pioneers, with its play of difference and repetition, that resounds especially clearly in Sala’s
upcoming project for the French Pavilion at the 55th Venice Biennale this year.
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“The idea was that I wanted to make a work that is about repetition,” Sala told me last month in a cafe
across the square from the Centre Pompidou in Paris, ‘the same and its difference and how you produce
difference in the same.’ The installation Ravel Ravel Unravel (2013) breaks down into two parts: the
work Ravel Ravel (2013) sees two celebrated concert pianists, the Quebecois Louis Lortie and French-
born Jean-Efflam Bavouzet, filmed separately performing Maurice Ravel’s celebrated Piano Concerto
for the Left Hand (1929-30), with both films projected superimposed in the main hall of the pavilion. In
the two side rooms, another pair of films, Unravel, depicts Chlo€ Thévenin (better known to techno fans
as DJ Chloé€) struggling to reconcile the two unsynchronized interpretations by Lortie and Bavouzet
with a mixer and dual turntable set-up.

Anri Sala, Preparatory Drawing for ‘Ravel Ravel’ (2013). © Anri Sala
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Initially Sala was drawn to the existing repertoire for one-handed piano by its ‘dynamics’, the way such
pieces pit ‘a single hand playing against 120 other hands.” He soon found himself drawn into the story
of one man who may have done more for this repertory than any other: the concert pianist Paul Wit-
tgenstein. Big brother to the philosopher, Ludwig, and heir to one of the greatest fortunes in Europe,
Wittgenstein lost his right arm fighting at the Russian front in World War I. Undaunted, he continued

to practice one-handed on a keyboard painted on a wooden crate in a prison camp in Siberia. Upon his
return home, he used his wealth to commission new works from some of the greatest composers of the
time. Of these, the ‘most beautiful’, according to Sala, as well as ‘one of the most successful challenges
was the Concerto by Ravel.

b

Ravel Ravel Unravel developed in the wake of last year’s announcement that France and Germany
would be swapping pavilions for this year’s biennial, and Sala admits that, ‘the project would probably
resonate differently if it were in the French pavilion.” Nonetheless he is keen to stress that this, ‘doesn’t
mean that Ravel Ravel can only be shown in that space. Of course it will continue its life and be shown
in other spaces, but the idea of the project took shape and grew together with the knowledge that it
would be there.’

One of the first foreign pavilions in Venice, the building that had originally hosted just Bavarian art
became a national German pavilion in 1912, within months of Wittgenstein’s first professional concert.
The pavilion closed completely during the war, while the pianist fought with the Austrian Army dra-
goons, re-opening in 1922 as — coincidentally — Wittgenstein commissioned his first one-handed works
from Rudolf Braun and Erich Korngold. Finally extensively redesigned by the Nazis in 1938, the very
year Wittgenstein fled the régime for America. But besides what Sala calls these ‘historical repercus-
sions’, what interested the artist most about the building was its peculiar acoustics.

The making of Anri Sala’s ‘Unravel’ (2013). Photo © Simone Falso
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‘I went with Olivier Goinard, the sound designer [for films by Agnés Varda, Olivier Assayas and Mia
Hansen-Lgve, among others] to measure the acoustic imprint of the German pavilion,” he told me. ‘Be-
cause of its height and its hard surface it has a very long echo — almost nine seconds long.’ This long
delay is used to full effect in Unravel, complicating further the DJs efforts to unite the two performan-
ces. But for Ravel Ravel, it became necessary to negate the effect of the room. ‘Where you produce a
difference between the two executions of the same concerto, you produce an echo,” Sala explains. ‘And
echo may produce a feeling, a hint of space. So where am I able to project that hinted space that is
completely induced by the temporal interval between the two concertos? he asks rhetorically. ‘It has to
be in an anechoic room.’

The first anechoic room was built at Harvard University during the Second World War by an acousti-
cian named Leo Beranek while he was working on the problem of noise control in military aircraft and
other armoured vehicles. With walls typically covered in jutting cones, the room is expressly designed
to be totally acoustically dead, resistant to all sonic reflections. The use of such a space by Sala thus
brings the project in line with his previous employment of such ‘very controlled ... very scientific
spaces,” which would ultimately prove ‘very necessary for the military’, as in the geodesic dome which
provides the setting for Answer Me (2009). Based on a design by Buckminster Fuller, the dome at Teu-
felsberg, near Berlin, was used by the American military as a telecommunications monitoring station,
part of the Echelon project. Sala’s film finds a man playing the drums inside the dome, blocking out the
attempts of his lover to end their relationship. As the drummed beats echo about the dome, they ani-
mate another, lone drum, which plays, as it were, by itself.

“You had to compose by including — in the beat — the frequency response of the building,” Sala tells me.
So, as with the present work, it is a question of what he calls, ‘an architecture of sound’ — whether the
sound is created by the echoes in a space, or the space implied by the lengths of echoes in a sound. In
both cases, it is a question, Sala claims, of ‘syntax’. And this is what draws the piece into the very heart
of the artist’s abiding concerns of the past 15 years: ‘how to develop a narrative not via content but via
syntax’ and ‘the way political situations impact and scar syntax.’

This syntax could be the composition of a piece of music, the arrangement of space within a building,
or the pauses that break up a dialogue. This was the subject of the note left by Michelangelo Antonioni,
which inspired Answer Me — to film the breakdown of a couple by shooting ‘not their conversation

but their silences.” And this, too, was the subject of one of his earliest works that captured the public’s
attention: Intervista (1998), in which an old film of the artist’s mother from her days as a communist
party activist, is disturbing not so much by what is said, but ‘how she articulated it.’

Multiple echoes, then — musical, architectural, historical, and theoretical — will resound in this year’s
French pavilion — in the German pavilion — at Venice. Having been working on the project since last
summer, it’s a piece, Sala says, that he has been ‘completely taken by’. Over-determined and multiply
entwined with a complex criss-cross of narratives, it’s a project that invites every visitor to unravel for
themselves the subtle resonances of the work.

Robert Barry is freelance writer and composer, based in Paris. His music can be heard at littleother.
blogspot.com
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ANRI SALA, ARTISTE

Vue de I'exposition d’Anri Sala au Centre Pompidou. © Hervé Véroneése, Centre Pompidou.

== EXposé jusqu’au 6 aotit au Centre Pompidou,
I’artiste albanais Anri Sala livre une partition
ol le son donne corps a I’espace, guidant le
cheminement du visiteur invité a suivre, d’écran
en écran - cing au total -, le film 1395 days
without red (2011). Celui-ci montre le parcours

d’'une musicienne dans la ville de Sarajevo, avec
pour toile de fond le siége qui avait amené les
habitants de la ville a éviter de porter du rouge
pour ne pas devenir la cible des snipers. Cette
ceuvre est intercalée entre trois autres films
introduisant leurs propres suITE DU TEXTE P. 2

* p.6 ESSAI TRANSFORME POUR FRIEZE A NEW YORK

* p.7 MORCEAUX DE CHOIX DANS LES VENTES D’ART CONTEMPORAIN

* p.8 LAFONDATION CREDIT AGRICOLE, UN MECENAT DE PROXIMITE
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ENTRETIEN AVEC

ANRI SALA

SUITE DU TEXTE DE UNE géographies et musicalités :
Answer Me, Le Clash, et Tlatelolco Clash. A
cela s’ajoutent des batterles qui déclenchent
par intermittence leur propre petite musique
fantome. L’artiste nous explique ce travail de
spatialisation sonore.

R. A. Le visiteur de votre exposition se transforme en
passant, qui suit les déambulations de la musicienne du
film 1395 days without red en se promenant lui-méme
dans I’exposition au gré du son et de I'image. Comment
est né ce dispositif ?

A. S. Je voulais une représentation spatiale du film, et
non une projection de cinéma. Le spectateur progresse
dans le film et dans 'espace d’exposition. Il ne se situe
pas au centre du dispositif sonore. Dans I’exposition, on
est tout le temps décentré. Selon le lieu o1 I'on se trouve,
on est capté par un autre son. Ce qui m’intéresse, c’est de
« reconcrétiser » le son dans I’espace. Je ne veux pas faire
d’expositions oll les gens sont projetés dans les films, mais
ol ils ont conscience de 'espace dans lequel ils se trouvent.
R. A. Les quatre films présentés jouent sur la dualité
intérieur ou extérieur, sur la résonance entre les deux
espaces, tout comme la Galerie Sud, qui fait presque
entrer la rue dans I’espace d’exposition. Comment avez-
vous joué sur la présence trés visible de la ville ?
A.S.Ilyadans 1395 days without red 1'idée de parcourir
la ville et de longer le bitiment. C’est ce que les gens font
a l'extérieur du Centre Pompidou, lorsqu’ils vont par
exemple a la Bibliotheque. C’est intéressant de voir ce
qui est lié au processus du quotidien dans une ville et les
chorégraphies qui sont imposées dans d’autres villes. On
ne marchait pas de la méme facon a Sarajevo, ou il fallait
parfois presser le pas, traverser un carrefour en courant,
qu’ailleurs. L'exposition integre I’environnement du
Centre Pompidou comme la cinquieme ville. L'extérieur
vient empécher I'effet Tati dans Playtime. L'image est la en
toute transparence, mais le son n’est pas la.
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R. A. Comment avez-vous mis en corrélation 1395 days
without red avec les autres films qui I’entrecoupent ?
A. S. Je voulais que 'on passe a cOté et a travers plusieurs
villes, comme ’on passe a c6té d’un écran. Je voulais aller
contre I'individualité et la fiction de chaque film. On est
dans une continuité, dans les syntaxes des instruments
utilisés. On se rend compte que quelque chose a changé,
et c’est le son qui fait Ihistoire.

R. A. La musique domine beaucoup de vos films.
Comment est-elle arrivée a prendre cette place
cardinale ?

A. S. Au tout début, j'avais fait Intervista, sur le langage
qui devient son, quand il n’est plus compréhensible. J'ai
travaillé sur le doute du langage, rendre opaque la structure
du langage qui transmet le son. Dans 1395 days without
red, il n’y a pas de musique de film. La musique est toujours
le résultat d'une action. Je suis intéressé quand I'air et le
souffle deviennent musique, pas quand la musique est
un produit a partager. Dans le film Long Sorrow [qui ne
figure pas dans I’exposition], la peur du vide conditionne
certains sons du saxophoniste. Dans 1395 days without
red, la musicienne répéte dans sa téte et fredonne la
partition du basson. L'inquiétude professionnelle ’aide
a dépasser le danger quotidien. J’ai travaillé sur I'idée du
temps, historique, politique, la conscience du temps, le
tempo, le rythme, la dynamique, I'inégalité des tons et des
expériences de ces tons. Cela passe de facon plus tangible
par la musique. Le langage nous emmene dans le contenu.
La musique, c’est le rythme et la mélodie.

R. A. En 2009, lors de votre exposition « Purchase not
by moonlight » au MOCA de Miami, le spectateur devait
attendre la fin d’un film avant de pouvoir passer a un
autre écran. Au Centre Pompidou, nous sommes tout
autant obligés de suivre votre parcours. Aimez-vous
imposer au spectateur votre sens du temps et de I’espace ?
A. S. Je ne dirais pas imposer, c’est plutét comme une
invitation. Je propose un chemin, une proposition principale,
les gens sont libres de choisir. Ils peuvent décider d’aller
contre ce parcours, d’'aller vers la périphérie. Je propose
trés clairement la chorégraphie du temps de I’exposition,
mais les gens la débutent selon leur arrivée. A Beaubourg,
je fais la méme chose et le contraire de « Purchase not
by moonlight ». Ici, les films ne sont pas propriétaires de
I’écran. Ils se partagent I'espace. On regarde un bout de
film, puis un autre, on passe de Sarajevo a Bordeaux, puis
au Mexique, et enfin a Sarajevo, qui est comme une ellipse.
Dans la boucle qui dure une heure, les gens font deux fois
le tour de I'espace. Le mixage joue un réle énorme. C’est
le son qui pilote I'exposition, c’est lui qui nous suggere ou
nous invite. Le son anticipe, prépare 1'envie des visiteurs
d’aller ailleurs.

PROPOS RECUEILLIS PAR ROXANA AZIMI

ANRI SALA, jusqu’au 6 aotit, Centre Pompidou, Galerie Sud, niveau 1,
75004 Paris, tél. 01 44 78 12 33, www.centrepompidou.fr






